In fact, the Craxi government was fundamental in putting 'Made in Italy' at centre stage, substituting cinema with fashion and design both as cultural industry and as points of reference for artistic research. This article explores the ways in which the rise of Italian fashion design in the 1980s, through the successful branding and marketing of 'Made in Italy,' was central to the economic and cultural rebranding of Italy within the country itself. In particular, I am interested in understanding contextual historical and cultural elements, as well as changes in industrial practices, which were fundamental in determining the success of Italian prêt-à-porter design from the 1980s onwards. The international success of 'Made in Italy' has already been surveyed (see White 2000, especially in relation to the opening of the US market), but a cultural reflection about the historical elements that determined the wide acceptance of fashion nationally has yet to be written. It is not possible to understand the 1980s success of 'Made in Italy' in its own country without taking Italy's rampant consumerism and profound historical changes into consideration.
Elizabeth Wilson (1985) argues that fashion and the city are interdependent because urban spaces offer a backdrop for the performance of clothes. A vitality and quality of life are essential for fashion if it is to grow in the place where purchases are made (Segre Reinach 2006: 133) . Thus the expansion of the 'Made in Italy' brand in the 1980s must be seen in relation to the rise of Milan as the Italian capital of ready-to-wear fashion. In that period, due to the growth of Berlusconi's commercial television networks, Milan became a media city. During the 1950s and 1960s, within a geographical division of the cultural industry that saw Rome and Cinecittà growing as the national and international epicentre of cinema production, 1 Milan secured its role as an advertising capital. Well before it became the capital of fashion Milan was also the capital of design, publishing and journalism, and this in turn provided the infrastructure necessary for the development of the ready-to-wear industry (Segre Reinach 2006: 125) .
Taking the above into account, this article offers an interlinked analysis of the Italian cultural, political and economic contexts of the 1980s and the fundamental role of designers in determining the success of 'Made in Italy' nationally and internationally.
Political background
In the mid-1970s the centre of Italian fashion shifted from Florence and Rome to Milan, which became the major staging ground for Italian ready-to-wear collections and simultaneously for haute-couture. Milan was Bettino Craxi's hometown, and with the first government headed by the socialist secretary in 1983, the city's economic power became closely connected with political power through a patronage-style relationship.
This relationship would later cause a number of scandals connected to corruption and bribery, which culminated with the Tangentopoli inquiry in 1991. The inquiry targeted two-thirds of the Italian Parliament and eventually led to the collapse of the traditional party system. 2 1 However, this was short lived, as a structural and financial crisis hit Cinecittà studios in 1970. Cinecittà had serviced much US offshore film production since the early 1950s. This in turn created opportunities for local filmmaking to the point that in the early and mid-1960s, Italian films dominated the national box office. After the withdrawal of Hollywood in 1970, the Italian cinema industry suffered the longest crisis in its history. 2 For a comprehensive analysis of events pre-and post-Tangentopoli, see: Diamanti and Lazar 1997; and Sassoon 1995. Between 1979 and 1983 Italy was hit by recession. A series of political crises produced six governments in four years, headed by different prime ministers who led party coalitions with very little variations (Santarelli 1996: 257 Yes, Italy is becoming a country of rich people in which the dedication to luxury is an end that is spreading more and more and that is capricious … Until recently, we were ashamed to be rich, now Italy is pervaded by a febrile desire of capitalism. A nice wish, a hot desire for entrepreneurship and profit. The ethics of dignified poverty has been swept away, it has drowned in the mourning grey of the 1970s. Now money, according to paradigms that once belonged only to protestant cultures, is a divine grace: those who are rich are elected by God. (Laura Laurenzi, quoted in Cappellieri 2007: 41) In fact, from the early 1980s, industrial restructuring connected to processes of global financing of advanced capitalist countries converged with the emergence of new entrepreneurial and financial groups, and the reduction of industrial proletarians, with 3 In 1980, the weekly Panorama published an article with the title "Si fa presto a dir riflusso" (7 January) which officially sanctioned the term riflusso as the indication of the dislocation between society and politics, with the consequent abandonment of collective action and goals by the movements of the 1970s. The era of riflusso signalled a return home, which in turn was represented in domestic films by an aesthetic of enclosed spaces and claustrophobia. See Ginsborg (1990: 401) Among the many visual images of, and objects from, industrial design and public works achieved during Mussolini's era, the exhibition presented a rich selection of objects from the material culture of the urban middle class. Design objects ranging from ballroom fashions to luxury cars, telephones and other expensive goods were exhibited as if they had been accessible to the entire Italian population (Mason 1986: 12) 
Flexible specialisation
In the wake of the oil crises of the mid-1970s, by the early 1980s Northern Italy had begun to embark on a period of a rapid economic recovery. The renewed prosperity of the regional economy was due to four combined factors. First, commodity prices fell, enabling Italy to import raw material and export its manufactured goods under the relaunched brand of 'Made in Italy.' Second, labour militancy received a historical blow with the October 1980 strike at the Fiat car factory, when forty thousand workers marched against the trade unions. From that date, a hard-line anti-collectivism characterised industrial relations for the following decade. Industrial disintegration was also used as a tool to manage differently the relationship between capital and labour; in fact, the crisis at Fiat began a decade in which sector collective bargaining was abandoned.
The third factor of Italian industrial recovery is directly linked to the second, as it measures the weakening of the unions. In the early 1980s, the system of automatic indexed wages was slowed down, and in 1985 a referendum confirmed its reduction (Sheldon et al. 1997: 90) . The effects were measured in the increase in business confidence in investment. Fourth, industrial restructuring embarked on by employers from the middle of the 1970s led to falling rates in industrial employment. Over a million industrial jobs were lost between 1981 and 1991. At the Fiat plant alone, bluecollar workers went from 110,049 in 1980 110,049 in to 60,180 in 1987 110,049 in (Sheldon et al. 1997 .
On the other hand, new skilled jobs were to be found in services or in small and medium Unemployed workers from large metalworking factories and other industrial sectors found temporary employment in the lavoro nero, or black market economy. In fact, this submerged workforce determined Italian economic recovery during the recession. One estimate from the National Institute of Statistics (ISTAT) identified between 1 and 3.5 million visible irregular workers and two million submerged workers in the black economy (Ginsborg 1999: 58) . These workers were employed in both industry and services, from the sweatshops of the informal industrial economy that serviced outsourced work for larger industries, to the small 'textile firms of Apulia, some of which operated in conditions of complete illegality and employed young girls for up to fourteen hours a day' (Ginsborg 1999: 58) .
Along with delocalisation of costly activities to peripheral internal areas, flexible specialisation suited the creative industries; indeed, one of its defining characteristics is the production of a wide range of goods for highly diversified markets. Flexibly specialised industries also continuously modify these goods 'in response to changing tastes and in order to expand their markets' (Storper 1989: 274) . A favourable environment was created by the parallel decentralisation of cinema and television in
Italy as a response to the economic crisis of the national film industry, and to the rise of local television stations. Thus, with the deregulation of the broadcasting system at the local level in 1976, local television stations numbered 1,594 by 1982, creating economic opportunities for the stations' owners and for local advertising. Advertising agencies mushroomed, and with them came not only an explosion of sector magazines selling space to promote brands, but also market research, opinion polling, audience ratings, consulting, design, graphics and marketing. Along with the publishing sector, these firms were mostly concentrated in Milan.
The creation and expansion of local business communities-a phenomenon historically Tuscany, Emilia-Romagna, Marche and Apulia), which saw an increase in employment (Dunford 2006: 8) . In the 1980s, the localised industrialisation that occurred in the Thus, while small to medium firms were organised internally according to flexible specialisation, and were often based on the family unit, the unique model of the Italian fashion system was organised in a vertical integration model of production, from fibre to the finished product. As Steele puts it, this was an example of production and F e r r e r o -R e g i s
F a t t o i n I t a l i a
distribution that other countries have tried to replicate with little success (Steele 2003: 2).
Anti-fashion, material culture and consumption
The 1984 (Ginsborg 1990: 406-7, 410) , Italian families had more disposable income to spend on luxury goods. Consumerism was also assisted by tax incentives that favoured an expanded oligarchy of sophisticated consumers; on the basis of a survey conducted in 1987, this oligarchy corresponded to 38.8 per cent of the population (Santarelli 1996: 298 in Ginsborg 1990: 409) This link between commerce and politics was aptly represented by Benetton's advertising campaigns, which aimed at incorporating public statements on a number of social issues into its images. Fiorucci, on the other hand, targeted the youth market, opening stores it hoped would replicate the Swinging London revolution of the 1960s.
Its first concept store in Galleria Passerella in Milan, whose logo was publicised by the Valerie Steele puts it, unlike Florence and Rome, Milan had never distinguished itself as F e r r e r o -R e g i s F a t t o i n I t a l i a a centre of art and culture (Steele 2003: 59) . The city was, however, the centre of industrial design, and it was an industrial city. Design and fashion have more than a practical connection, as they both share the Latin root from habere, which means to have, to possess. Thus abitare and abito (to inhabit and garment) represent a point of intersection between design and fashion that emerged in the 1970s, through magazine specialising in architecture and design, such as Domus and In, which started to promote fashion design (Colaiacomo 2006: 9) . This connection is also made evident by Gianfranco Ferrè, who initially trained as an architect. In that period, there were no fashion courses at tertiary level and the only way to graduate in design was to follow a study path at the Politecnico in Milan. Thus fashion and design developed in synergy, thanks also to design studios and brands such as Alchimia and Memphis, which from the early 1980s were pivotal in establishing the new ethos of content=image=market. At this stage, Milan became the capital of ready-to-wear and design, a magnet for postmodern creativity.
Giorgio Armani aptly defined Milan's understated modernity when he commented on how he covered the frescos on the walls in his headquarters in via Borgonuovo:
In Florence, you would look up there … in Milan you look this way … Milan is not apparently elegant, but you must seek it out. Its elegance is more subtle than other cities. You can find it in courtyards, in certain details, in the interiors of certain houses. True elegance is that which is most subtle and hidden. (Armani, quoted in Cocks 1982: 51) Armani's view about Milan's sophisticated, low-key elegance reflected the way in which he then revolutionised the ready-to-wear concept by giving form to a style that emerges without excessive design. But most importantly, Armani was inspired by the understated elegance of middle-and upper-class, middle-aged Milanese women. For decades they had been wearing tailored suits, simple tweed pencil skirts and twin-sets in soft colours, or they bought their understated, easy-to-wear clothes from Max Mara, which had been operating since 1951. Milanese women's quiet and elegant fashion gave rise to the popular saying: 'In Milan, women spend a lot of money to appear less.'
To reflect Milan's industrial background, Armani restructured and tailored clothes with layers of fabrics, colours and textures it was once believed possible to make only by hand, but which were in fact made industrially. Naturally, Armani was pivotal in the expansion of the 'Made in Italy' abroad. 'Surely, we had Walter Albini, Pucci and Since the 1970s Sozzani has become the most influential media woman in Milan fashion, and in her position at Lei, she was fundamental in the promotion of ready-towear brands aimed at a young market. Thus, in order to make the magazines that were under her directorships successful, Franca Sozzani had to promote the 'Made in Italy'
and turn it into an international success story. Like every other fashion magazine, Vogue
Italia promoted brands and designers who would invest heavily in advertising by giving them exposure in its editorial pages.
Since her directorship, Vogue Italia has made a substantial change, becoming, as one commentator has claimed, the 'best and most beautiful fashion magazine in the world' (Steele 2003: 117) . Fundamental in this evolution was the magazine's philosophy of rearranging various key garments from different designers and presenting them in a mix-and-match. That approach anticipated the change of the fashion system from the But that is another story.
